creating "an image of the world" and "an image of the author" in these texts. The junction point of subdisciplines of poetics (general, special and historical poetics) lies in the fact that they all approach fine literature from the viewpoint of its specific character and consistently elaborate the poetic art theory in following ways:
1) in accordance with the order of development of scientifically valid aesthetic norms;
2) as a dogmatic declaration of creative principles;
3) as an empirical analysis of the poetic structure; 4) by means of reconstructing history of the development of literary forms.
There is a more narrow interpretation of poetics. Thus, the Dictionary of Literary Terms defines poetics as a theory of poetry aimed at establishing the origin, principles and gist of poetry writing. It should be noted that the above interpretation highlights a descriptive rather than normative nature of poetics as it describes "things existent rather than proper, on the basis of facts of poetry itself rather than preliminary speculations" 1 .
Cinematographic approach
Although the existence of poetic cinema casts no doubts, a relation of cinema and poetry causes more questions than answers. What is cinema?
How to classify it taking into consideration a great variety of media and the bloom of digital technologies? How to understand poetry in the cinematographic context as nowadays there is an unprecedented variety of poetic forms from vers libre to video poems (Gorshkova, 2015: 28) ? Can one speak of poetry beyond a written text?
Each of these questions were asked by Pier Paolo Pasolini in his manifesto, the Cinema of Poetry, where the author makes a categorical statement that "the language of cinema is fundamentally a "language of poetry"" (Pasolini, 1985: 49) . Why? The scholar considers it necessary to write about the expressive language of cinema backed up by use of semiotic terminology and, correspondingly, differentiates between linguistic signs and image-signs, or, in his own terms, lin-and im-signs.
P.P. Pasolini writes that an instrumental basis of cinematographic communication is
found in a complex set of resources which make up the latter. In contrast with the dictionary of linguistic signs a writer has at hand, a dictionary of im-signs does not exist as such thus a film director builds it up from chaos of images around him. While subjectively/spontaneously selecting im-signs the film director is guided by "an ideological and poetic vision of the reality that he has at the moment", in other words he "uses a rather subjective language of im-signs" (Pasolini, 1985: 51) .
Thus "cinema or the language of im-signs has a double nature. It is extremely subjective and at the same time extremely objective <…>.
These two essential aspects are closely bound together to the point of being inseparable even for the needs of an analysis. The literary function is also double by nature: but its two faces are discernible: there is a "language of poetry" and a "language of prose" so differentiated that they are diachronic and have two divergent histories" (Pasolini, 1985: 51) .
Such understanding of poetics and poetry in cinema determined by a peculiar vision of the filmmaker, the director's approach to representation of events rather than events as they are, is shared by a number of scholars (Genevray, 2014) . In this regard it is interesting to mention the experience of Rithy Panh, a French- Konyves, 2015; Gorshkova, 2015) .
Translation proper approach
The above mentioned facts let us conclude that the cinematographic approach to poetics is Genevray (Genevray, 2014; Gorshkova, 2016) .
The main character, Andrei Tolstoi, is childishly (Şerban, 2008: 86) .
It is a great pity to say that a number of culturally loaded elements were lost when the
Barber of Siberia film dialogue was dubbed into
French. It is a common knowledge that the most culturally loaded elements of almost every film refer to the geographic context (Ramière, 2004: 105) . It is especially crucial in the context of the target of our analysis as the film is set in different locations, so that the audience is constantly taken from Moscow to the U.S., from the U.S. (Cornu, 2014: 388-389; Gorshkova, 2016: 250 The line "This film is a homage to Russian military officers -the pride of our Motherland" appearing on the screen before the closing credits is not translated into French which, in our opinion, is an obvious and irreplaceable loss.
These words complete the closed-in construction building the bridge to a kind of slogan of the film: "He is Russian. That explains a lot". Thus, intensity of patriotic feelings is lost, the time gets out of joint, sublime poetics is weakened and disappears so that only incomprehensible elision marks are left.
As for the subtitled version the line has been cut out of the film as, evidently, it has no meaning for the French audience. It looks like as if the "no dedication -no problem" rule was followed.
But the problem we deal with here is that the We do not mean here the digital poetry that is made up of digits linked to each other by the rhyme and rhythm into an integral whole.
